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Greek New Testament Gospels and
Acts of the Apostles
J. K. NEWMAN
A recent book' has raised again the important exegetical question of
rhetoric and the Christian New Testament. But the topic of prose
rhythm is advanced there only to be dismissed on the grounds that
"evidence from inscriptions and papyri seems to indicate that long
and short syllables were often not accurately and systematically
differentiated in the pronunciation of koine Greek." Later, when the
Lord's Prayer is found to display identifiable clausula endings, for
the author this still does not make extensive analysis of New Testament
prose rhythms of more than debatable value.
No doubt these difficulties exist. But evidently it was possible for
writers of formal Hellenistic prose to pay attention to prose rhythms.
One need look no further than Plutarch.^ The difficulty seems to be
that the authors of the New Testament, and of the Gospels in
particular, are not regarded as capable of that degree of sophistica-
tion.^
Already so great a scholar as Eduard Norden presents a classic
' George A. Kennedy, New Testament Interpretation through Rhetorical Criticism (Chapel
Hill and London 1984). Particular allusion is made here to pages 30 and 59.
2 F. H. Sandbach, Classical Quarterly 33 (1939), pp. 194-203, with special reference
to the work of A. W. de Groot.
' Understanding is not helped by the blanket use of the term "koine Greek" for
the often very subtle and complex language of the New Testament. It has about as
much value to the literary historian as "Silver Latin" for anything post-Augustan.
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example of this failure to read the evidence. In the first volume of
his Antike Kimstprosa'* Norden supplies an analysis of the long Greek
inscription discovered in 1890 and erected in the first century B.C.
by King Antiochus of Commagene. He notes that there are 49
occurrences of cretic/trochaic combinations of which 19 are resolved
into the esse videatur pattern. The inscription as a whole is for him
"a dithyramb in prose," a fine illustration of the second Asian style
described by Cicero.^
Elsewhere,*^ Norden speaks approvingly of an article proposing that
the documents of early Christianity should not be considered part of
literary history because they do not make use of the forms of real
literature. He supplies another long comparison of the synoptic
Gospels with one another in an effort to show that Luke is a more
conscious stylist than his peers. But even so he prefaces his remarks
with the statement that "Die Evangelien stehen vollig abseits von der
kunstmaf3igen Literatur."
In fact, the Gospels are most carefully constructed examples of
Greek dialogic literature, which is exactly the tradition evoked by
Justin when he calls them aironvrjuoveviiaTa.'' They and the Acts of
the Apostles use, in telling contexts, the very rhythm that Norden
regards as characteristic of the elaborate Asian style. St. Mark's
version**, for example, of the Cry from the Cross (a quotation from
Psalms 22) is: 'OQeoq nov 6 Qeoc, ixov, etq tl iyKareXiTreq tie; (15:34). A
comparison with Matthew 27:46 is instructive. St. John leads into the
Last Word with iravTa TeTeXearm, (19:28). The Voice that interrupts
St. Paul on the road to Damascus also uses the first paeon and
spondee: I,aov\ XaovX, ri /tie Sico/cetq; (Acts 9:4; cf. 22:7; 26:14).
When Pilate is nettled by Christ's refusal to speak, Matthew makes
him ask: Oi56ei/ dnroKpivt} . . . ; (26:62). Like the Cry from the Cross
in Mark, this is an important "dialogic" example. In the very next
chapter of the same Gospel, the plan to let the brigand Barabbas go
free while Jesus is put to death calls for a spondaic/trochaic admixture
that duly culminates in an esse videatur clausula: iva aLTrjaicuTai top
BapafS^av, tov 8e 'Irjaovv dnroXeacoaip (27:20). The contrast between
the rhythms of the two long verbs, and the isocolic parallelism linking
the proper names, is noteworthy.
* Fifth edition, repr. Stuttgart 1958, pp. 140 ff.
^ Brutus 325: I'erbis volucre atque incitatum, quali nunc est Asia tota, nee fiumine solum
orationis sed etiam exornato et faeto genere verborum.
^ Op. cit., II, pp. 479 ff. The quotation is from p. 480.
^ Norden, p. 481.
* The New Testament is cited throughout from the text prepared for the British
and Foreign Bible Society by E. Nestle and G. D. Kilpatrick (repr. London 1962).
J. K. Newman 55
These initial examples from familiar passages suggest that, for the
writers of the New Testament, the stereotyped clausula still had
significant life. A list of further examples, which does not of course
claim to be complete, repays study.
I. Matthew
6:19 and 20 ^pCbaiq A^arifci,. . .
From the Sermon on the Mount. A nuance of irony and contempt,
whose repetitions remind us of similar tricks in Ovid,^ for the man
who amasses this world's goods? See the following instance.
6:24 Tov erepov Kara4)povr\a€L'
(Cf. Luke 16:13.) Also from the same context. "You cannot serve
two masters."
6:30 OX) TToXXo) naWov vfiocc,, dXiyoTnaroi;
(Cf. 8:26; 16:8.) A fourth example from chapter 6. Here certainly
there is an ironic and impatient note in this "dialogic" question
directed at those who doubt Providence. '0X176x1(7x01, of which the
Rabbinical ktn 'mnh looks like a caique, is first attested in this passage.
Compare Luke 12:28, below.
When this rhythm next occurs in Matthew, we are in the middle
of a rebuke by Christ to the disbelieving cities:
11:20 OTL oi3 fi€Tev6ri<Tap-
Cf. 11:21 TraXat av Iv aaKKU) Kal o-ttoSoj neTePorjaap.
and Luke 10:13, in the same context, where the insertion of a
participle leaves the rhythm intact: -KoKai av Iv oocKKOi Kal (tttoSoj
Kadiffievoi nereporiaap.
Two chapters later, the end of the world and the Last Judgment
are in view:
13:47 eK iravTO<^ y^povc^ avpayayovatf
Another note of ironic disgust and condemnation?
19:20 Tavra irapra i<t>vXa^a'
^ E.g. Metamorphoses III. 353 (positive) and 355 (negative), exactly the pattern of
this passage from the Sermon on the Mount.
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If the hiatus is tolerable,'" the Rich Young Man here confidently
(over-confidently?) asserts his own blameless conduct. With the rhythm
may be compared ovTO(i 6 reXoivric,- (Luke 18:11), the prayer of the
self-righteous man.
The effect of Pilate's Oidev 6fK0Kpivr\ . . . ; (26:62), and of 'lr]aovv
dt-KoktauxTLV (27:20) was already noted.
A last example from Matthew is furnished by
28:17 Kol tdovTeq avrov irpoaeKvvrjaav, ol bt idiaTaaav.
An emotional profession of faith by those who found themselves able
to believe. Yet even this implies a dialogue. "Some were in two
minds" (internal debate) and certainly Jesus is himself to speak shortly.
What is striking in all the examples adduced here from Matthew
is the element of reproof and even savage satire found in them. At
the end, the believers are balanced by the doubters. This pattern of
meaning is not maintained by the other Gospels, but I suggest that
it gives some indication of the primitive levels on which this rhythm
draws.
II. Mark
3:4 ayadov Troi^o-ai ^ Ka/co-TroiTjaai, ypvxhv (Tccaai rj ot-KOKTuvai; oC be
i(nu}Tr(x>v.
A tense confrontation, again therefore an intended dialogue, but one
in which one of the parties refuses to participate. The passage gains
in pathos from the realization of this refusal, betrayed by the rhythms.
Contrast Pilate's Oibev ^iroKpivr) . . . ; where however Christ does at
long last break his silence.
4:29 Trape<TTrfK€v 6 depiafioc,.
Cf. TrapecrrriKev 6 rpvynroc, (LXX Joel 3:13). The end of the world: cf.
Matt. 13:47, already quoted.
8:24 wc, b'dvbpa bpd TrepLiraTOVUTaq.
The blind man begins to recover his sight. A moment of extreme
emotional release, perhaps with some metamorphosing comedy in it.
'" And if it is not, the heroic clausula has its own history!
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9:7 O^Toq iariv 6 Tioq nov 6 icyairrjToqj . . .
The solemn revelation of Christ's divinity. Compare John 1:32 and
33, and 36, below.
10:32 Kal rjv wpoayoop avTOvq b 'l-qaovq, Koi idafifiovvro, ol be
ocKoXovSovpreq l4>o0ovvTO.
Religious awe (dScfi^oq) and fear, the expression aided by homoeote-
leuton and isocolon (10; 5; 11) as well as by the paeonic/trochaic
rhythm.''
12:27 ovK €(TTLP Qebq ueKpCbv aXXa i^oovrcop. iroXu -KXapctade.
Another tense confrontation: see 3:4, above. It is this emotion which
perhaps allows us to ride over (or at least to attenuate in some way)
the period after ^6}pt(jop. Contrast Matthew 22:29, where irXapaade is
used in the same scene, but no attempt is made to exploit the paeonic
rhythm.
12:44 oXop top 0iop airriq.
The climax of the pathetic story of the Widow's Mite. Contfast the
handling of the same story in Luke 21:4.
13:11 Kol orap ayojaip vfiotq TrapabLboPTeq, . . .
The Christians threatened with persecution. Compare fieXXa trapa-
biboadaL (Luke 9:44), quoted below.
13:28 €'77uq to depoc, laTiP'
Cf. c'77u<; TO depoq ioTiP' at Luke 21:30. The end of the world. Cf.
4:29 above.
15:34 dc, tI iyKUTiXiTrkc, iie;
The anguished Cry from the Cross. A supreme example of this
rhythm in dialogic question.
" The effect of the periphrastic V irpoaywv, which throws the stress onto the
subject of the first clause, should also be noted: cf. H. B. Rosen, "Die 'zweiten'
Tempora des Griechischen: Zum Pradikatsausdruck beim griechischen Verbum,"
Museum Helveticum 14 (1957), pp. 133-54. See the article by Gerald M. Browne,
below.
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III. Luke
1:29 \by(x) durapaxOVi '<^oc^^ duXoyi^ero iroTa-rrbq tir] b acnraanbq ovroq.
The Annunciation. Evidently another instance of dialogic mental
turmoil.
2:35 Kapdicop diaXoyiafioi.
The prophecy of Simeon, and reminiscent of 1:29. With the noun
biaXoytcT^ioL may be compared the verb buXoyi^eTo there. It looks
very much as if the more style-conscious Luke begins his Gospel with
what Formalists call a "denudation du procede," a "laying bare of
the device" by which esse videatur rhythm is expressly associated with
dialogue, with internal dialogue in particular.
6:9 ^ KaKoiroviiam, . . .
Cf. Mark 3:4 above.
6:23 and 26 oi -Karkptz, airoiv.
(Cf. Acts 7:52.) Denunciation.
7:6 eiropevero avv ajJroiq.
On the way to cure the centurion's servant. This is perhaps a first
example of a type which could be catalogued as "scenery."'^ The
actual phrase may not refer to anything very striking, but its rhythm
establishes a certain mood which conditions the reader to expect the
marvelous.
7:22 TV^Xol avafiXeirovcnv, x^oXoi irepiTraTomiP, Xeirpol Kadapi^ovTai,
Christ's message to John's disciples, displaying a double example of
the paeonic rhythm, aided by isocolon (7; 7; 7) and homoeoteleuton,
of which there is more in the context. Cf. Mark 10:32, above.
8:5 /cm KaTciraTrjdrj, . . .
The fate of the seed that fell by the wayside.
9:44 fieXXei -KapabiboaBai . . .
'^ I borrow this term from G. N. Knauer, who uses it in Die Aeneis und Homer
(Gottingen 1964) to describe those occasions when Virgil evokes a background rather
than any particular characterization from Homer for his actors.
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We have already met this rhythm in a similar context (Mark 13:11,
quoted above). No doubt for the earliest Christians it had a special
resonance.
10:13 Kadrjuevoi fiereporiaap.
Cf. exactly the same rhythm in the same context at Matthew 11:21,
quoted above.
11:18 ei de koI 6 HiaTava<; €0' kavTOv buii^piaBri, . . .
Cf. below, 12:51. Here, an impossible suggestion is derided.'^
11:22 avTOV hahihuiaiv.
The same context, the same notion of violence.
11:40 eauiOev iiroi'qciv;
More tense confrontation.
12:28 VM«?> dXiyo-KtaToi. •
Cf. Matthew 6:31, quoted above.
12:51 fj dianepiafiop.
More violence. "I have not come to bring peace, but division."
15:6 fiov TO dcTToXwXoq.
and
15:7 aixapTooXui tieravoovvTi . . .
Pathos and joy over the lost sheep. Compare
15:10 a/xapTooXo) neravoovPTi.
16:13 erepov KaTa^fpopiiau.
Compare Matthew 6:24, exactly the same rhythm in the same context.
'^ Not so much perhaps "And if Satan also . . ." ("Equally, if Satan is divided,"
according to the New English Bible) as "Even granted that Satan. . . ." For the force
of ei'. . . Kcd here, cf. R. Jebb's appendix to his edition of Sophocles, Oedipus Tyrannus
(3rd ed., Cambridge 1893), p. 224, on v. 305: the usage would come under Jebb's
(3): J. D. Denniston, The Greek Particles (repr. Oxford 1970), p. 303.
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16:26 fJi'V^i^) (KeWev irpoq ^/ttaq diairepojaLV.
The gulf fixed between heaven and hell. The cretics here leading
into the paeonic/trochaic clausula would do credit to Cicero.'''
18:8 iriaTLv ^irl ttjc, yriq;
An anguished question about the end of the world.
18:11 ovTOq 6 TeXajj/Tjq"
A quiver of contempt in the voice of the self-righteous man, engaged
in prayer (= dialogue with God). Compare the Rich Young Man in
Matthew 19:20 quoted above.
21:30 iyyvc, to dtpoq iariv
The end of the world. Cf. Mark 13:28, the same context and
quotation.
24:17 Tivic, oi Xbyoi odroi ovq avTL0a\\eTe irpoc, dik\T]\ \\ovc, TrepnraTOVPTec^
An extraordinary instance of the double occurrence of this rhythm
in a dialogic question, here preparing the way for the revelation of
the Resurrection.
IV. John
1:22 tI Xeyeic, Trepi aeavrov;
Exactly the technique just noted in Luke. John the Baptist is asked
to identify himself. His declaration will prepare the way for Christ.
Now four examples follow in quick succession.
1:32 TO Upevfia KaTa0alpov . . .
Cf. 1:33 TO Tlviiinoc KaTafiaivov \\ kol fievov ^tt' u^tov.
The revelation of divinity calls for the same rhythms as at Mark 9:7
and Luke 24:17, noted above. Cf. fourthly
1:36 TOJ 'ItjcoO TrepnraTOVvTi . . .
''' Cf. Tw 6i 'Ij/ctoOj/ onroXiauaiv, Matthew 27:20, cited above. Compare Cicero,
Verrhie V. 16. 40: mfamiam fugerit quam sin(e) ulla voluptate capiebat.
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the recruitment of the first disciples.
4:8 Tpo<t>ac, dtyopaawaiv.
Jesus is exhausted and thirsty, and is about to make an unexpected
revelation of himself to the Samaritan woman at Jacob's well. A
"scenic" use, which nevertheless sets the stage for a long dialogue,
not without some touches of humor.
4:47 riixeWep yap dtTroBvrjOKUv.
The royal official's son saved from death. John is attracted by this
rhythm with this verb: cf. rjneWev 6nzodvr)OKuv (12:33) and W^^^^v
dtiroBvrjGKeLV (18:32). With this may be compared tv ry anapria vfioiP
dcTTodapeiade (8:21) and nrj okov to Wvoq dcTroXriTai (1 1:50).
11:29 ^PX^TO irpoc, a^rov
Lazarus' sister Mary goes out to meet Jesus. Scenery for a resurrection.
Cf. iiropevero <tvv airolc, (Luke 7:6), quoted above, and the disputed
8:2, discussed below.
13:7 7J/a)<T7j 6e nera ravra.
A promise of future revelation made at the Last Supper, with a telling
verb.
19:7-8 . . . Tiov OeoO iavrov iTroirjarev. "Ore o^v rjKovaeu 6 IleiXarog
TOVTov Tov Xoyov, fxaWop l4>o^r\B't\.
At the trial, and therefore in a dialogue. Religious foreboding and
fear leads to the use of esse videatur rhythm in consecutive sentences.
Cf. Mark 10:32 and Luke 24:17, quoted above.
19:28 -KUPTa TereXeaTai., . . .
The end approaches.
20:23 . . . KparriTi, KtKp6iTr\PTai.
The conferring of the Holy Spirit. It is interesting that the rhythm
is associated with the negative pole.
The list of examples in John has not included the often questioned
opening of chapter 8, where the woman taken in adultery is forgiven.
In fact, this passage shows three interesting usages of this rhythm.
At the beginning
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8:2 ^PX^TO irpoq airov. . . .
sets the scene. We expect something extraordinary. Exactly the same
phrase introduces the resurrection of Lazarus (1 1:29), quoted above.
Then two "dialogic" examples follow. Christ asks the sinner if
anyone has condemned her:
8:10 ovdeic, ae KareKpivev;
And when she answers No, he rejoins:
8:11 Ovde iyoo ae KaraKpivu)'
The repetition is reminiscent of the Sermon on the Mount: cf.
Matthew 6:19 and 20, quoted above. The question in itself recalls
that of Pilate (Matthew 26:62), and its so different sequel.
V. Acts
1:2 l^eKkl^aTio) dcv€ki\ii<i>Br\'
The Ascension.
2:1 byiox) iirl to airo'
2:47 Kad' rjfiepav iirl to airb.
The Descent of the Holy Spirit and the first preaching of the Gospel.
A striking instance of ring composition, marked both by recurrence
of vocabulary and of rhythm, at the beginning and end of chapter
2, suggesting that here the division into chapters owed to Langton
(1214) and the medieval Paris Bible corresponded to something in
the author's purpose.
7:32 ePTpofioq 5e yevb^evoq McoUcr^c; ovk eroXixa Karavoriaai.
From the speech made by Stephen. The revelation at the Burning
Bush. A dialogue with God.
7:43 iireKeiva Ba/SuXoji'oq.
Prophetic denunciation, also from the speech of St. Stephen.
7:51 01 Trarepeq umw,*
Yet another use of the paeon in an indignant question. Compare
Luke 6:23 and 26, quoted above.
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7:57 dixodvtiadbv iir* airbv, . . .
and
8:2 KOTTtTOv ixe'Yav ^ir' aOra).
The beginning and end of Stephen's execution, marked by recurring
rhythms as in Acts 2. With the first phrase may be compared 21:32,
below, where Paul is rescued from a similar onslaught.
9:5: cf. 22:7; 26:14 SaouX l^aovX, tI ne diccKeiq;
Although the rhythm is slightly varied (to give a pherecratean), we
may note in the same passage:
9:5 'Irjo-oOq ov av dicoKeic;
(Cf. 26:15, but contrast 22:7.) The question and answer, with their
repeated verb, are strongly reminiscent of John 8:10-11, quoted
above.
9:24 a^TOP dcveXojcnv
A plot to kill St. Paul. St. John's fondness for this rhythm in deadly
contexts is comparable.
9:38 irpbq avTOv vapaKoXovPTec,,
The background to a resurrection.
10:6 oLKia irapa dakaaaap.
Cf. 10:32 ^vp(T€<*)c, irapa daXaaaap.
Scenery at the crucial discovery that even Gentiles may receive the
Holy Spirit.
12:10 Kol (vdeooc, aireaTri 6 ScyyeXoc, Air' airov.
The rhythm here marks the end of the story about Peter's miraculous
release from prison. Compare 16:37, quoted below.
12:22 6 de drifioq iTre(f>6}pei,, Seoi) (poovrj koL ovk audpo^Trov.
The Voice of God has already evoked this rhythm: Mark 9:7 and
Acts 9:5. Here of course it is the prelude to a horrible death,
described by the agricultural compound, applied with devastating
irony to a man, aK(ii\r}Kb^piCToc,.
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14:3 eVl to? Xoyu) rriq xo^Pi-Toq adrov, . . .
The background to the signs and portents mentioned shortly in the
context. A67W is telling. There is still dialogue.
16:26 rjveoix^Vc^ocv Sk irapaxpwoc ctl Bvpai iraaaL, . . .
The symbolic opening of the doors. '^
16:37 ^^ayayerctxrav.
Indignant protest. Part of a dialogue concluding the miraculous
rescue. The similar rhythm at the end of Peter's rescue (12:10) may
be compared.
19:4 ^oiTTTLffna neravoiac,, . . .
This picks up a rhythm often employed by the Gospels with this
particular concept: cf. Matthew 1 1:20 and 21; Luke 10:13 and 15:10.
21:23 (Lalv rjfuu avdpec, reaaapec, evxw ^xovrec, ^<t>* eavrCbv
A religious context, and of course the start of Paul's fateful involve-
ment with the authorities. See 22:29, below.
21:29-30
. . . €iar\yay€V 6 IlaOXoq. €KLvi]dr\ re i] tv'oXlc, oXrj Kal eyevero avvSpour}
Tov Xaov, Kal eiriXa^onevoL tov HavXov (lXkov avrbv e^co tov Upov,
Kal evdecoq UXdadriaav at dvpai.
The background to a riot, with the sentence following the esse videatur
rhythm marked by isocolon (21; 20; 10) and homoeoteleuton. The
closing of the doors is also a symbolic detail. The similar verb helps
to link this closing with the earlier scene at Philippi (16:37, quoted
above), where however the doors were opened.
21:32 Karedpanev^^ ^ir' a^TOV(i'
The same context. A Roman tribune to the rescue. Contrast 7:57,
the attack on Stephen, cited above.
'^ Cf. O. Weinreich, "Gebet und Wunder" in Genethliakon Wilhelm Schmid (Stuttgart
1929), II Abhandlung (Turoffnung), pp. 280 fF., esp. 320 ff.
'^ Allowing muta cum liquida to make position, as it does so often in Hellenistic
literary Greek, e.g. in the Gyges fragment: see K. Latte, "Ein antikes Gygesdrama,"
Eranos 48 (1950), p. 138. Cf. ethnos, John 1 1:50, quoted above.
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22:29 evd€(i)q ovv airtaTqaav air' avrov ol /xeXXovrec, a^rov dcveTot^eiv
The continuing story of Paul and the Roman authorities.
24:10 ifiavTov dciroXoyovnai, . . .
A flourish in the course of the very first sentence of St. Paul's apologia
before Felix, perhaps an extempore response to the careful rhetoric
of the opposition's Tertullus.
25:7 ovK iaxvop <5f7ro6ci^ai, . . .
An echo of the heated arguments before Festus' tribunal.
25:12 Kaiaapa €TnK€K\r]aaL, eirl Kaiaapa Tcop€var\.
The solemn judicial (and therefore dialogic) sealing of Paul's fate.
All the majesty of the Empire is now to be engaged, with what fateful
consequences for the Church!
26:5 €^t\aa ^apiaaloc,.
Paul's apologia before Agrippa, fraught with memories and emotions.
The New Testament is of course filled with marvels, head-on
challenges, reversals. There are many such passages where one might
expect esse videatur rhythm, and where it does not occur. There are
parallel passages, where one Evangelist uses it, and another does not.
But these negatives (which of course do not prove that no other
rhythms are used) cannot outweigh the positive evidence presented,
which all suggests that this rhythm conveys a sense of excitement
and agitation: the excitement of the Voice of God; of miracle, even
of resurrection from the dead, of the end of the world; of the threat
of death; of angry confrontation and denunciation; and then again
of pathos and forgiveness.
Time and again in our lists we encountered this rhythm in dialogue,
actual or implied, and this, I would like to suggest, is its basic usage.
Its occurrence in rhetoric is to be explained by the fact that rhetoric
is stereotyped dialogue, sometimes mechanized to the point of ab-
surdity. The advantage of studying esse videatur in the New Testament
is that it enables us to catch this rhythm in still living interchange,
(which is nevertheless "kunstmafiig"). Hence the importance of those
instances which occur in questions: Christ confronting his adversaries
in debate; with the woman taken in adultery; wondering if at the
end there will still be faith left on earth; before Pilate; before God
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on the Cross; after the Resurrection teasing his disciples on the road
to Emmaus; addressing Paul on the road to Damascus.
But of course in the Gospels and Acts this is also religious
interchange, and here there is {pace Norden) a link with the Com-
magene inscription. When we read there Tr]v boi.bTr)Ta (2), Iv ayiooi
X6(f)U)L KadoaLOjdelq (4), dainovoov ein<f)aueiaiq (7), eviavaiov eoprrfv (8),
€70) Kadoai<jO(Taq (9), a^iooq eViTcXetxco (11), we find something of the
same tension and emotion. The King however expects from his
audience only a respectful silence. Study of the New Testament helps
us to understand the enormity of his claim.''
Our investigation has implications therefore for more than the
interpretation of the New Testament. Already Norden compares the
style of the Commagene inscription with some of Cicero's floridity,
and certainly esse videatur was laughed at as early as Tacitus' Dialogus.^^
There are pages where this rhythm appears to run riot.
But Cicero knows how to control this mannerism too,'^ and rather
than join Tacitus' Aper in accusing the great orator of automatism
we must explain his fondness for these clausulae partly by studying
particular effects, partly by the nature of his audience, and of the
dialogic occasions of which he was so fond (including the altercatio),
and partly by the difference of culture between the Romans and the
peoples among whom the Asian style developed. This requires especial
attention to the Roman (and Ciceronian) propensity for the comic
and satirical, which meant that what emerged as serious and religious
elsewhere for them took the stage (still therefore in "dialogic" guise)
as farce, parody and wit. Something of this older spirit is still preserved
in Aristophanes' use of this particular rhythm, ^° and with this may
be associated the primitive element of satire and denunciation found
notably in St. Matthew. But these large vistas open to another day.
University of Illinois at Urbana-Champaign
" Cf. (jToiia r iv4>r]fioi> awac, i^oaiomBw, Eur. Bacchae 69-70. Yet it is precisely this
play which illustrates the closeness of the religious and the comic.
'8 C. 23. 1. Cf. Quintilian IX. 4. 73; X. 1. 18, adduced by Norden, pp. 927-28.
'^ Cf. G. Panayiotou, Consistency and Variation in Cicero's Oratorical Style, diss. Urbana
1984 (available on microfilm), especially pp. 1 1 7-25 and 245-47. Professor Panayiotou
compares two pairs of speeches, the Pro Caecina and the De Imperio Cn. Potnpei, the
Pro Caelio and the Pro Balbo, both delivered around the same time, to show how the
esse videatur clausula is more common in the De Imperio and the Pro Caelio. The
frequency of this clausula in the comic Pro Caelio is enlightening.
^^ See A. M. Dale, The Lyric Metres of Greek Drama (2nd ed., Cambridge 1968), pp.
97-103. The rhythms of Lysistrata 781 ff. (a negative parable forming part of an
agon) and 805 ff. (a counter-example) may be compared with the effects registered
here.
